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At Face Value & Beyond. Photographic Constructions of Reality10
comprises papers that were delivered at international con-
ferences over a course of about 10 years. Although the particular contributions 
were all guided by an interest in Visual Culture, the single papers were created in 
response to particular conference themes. Hence, the contexts in which they were 
-
while revising these conference papers, it turned out that there were a few recur-
ring themes governing this text production. This came as a surprising insight and 
seemed to sustain the thesis that all our intellectual activities circle around certain 
themes that are of particular relevance to us as writers and researchers. We are ob-
key topics seem to retain their potential to fuel our research interests over years. 
my intellectual inquisitiveness. As the chapter Conscious and Semi-Conscious States 
deeply fascinated with photographic lapses, failures, and unintended results of the 
photographic process. The investigation deals with a kind of early snapshot pho-
tography practiced by the Scottish photographer James Craig Annan. At a time 
when his fellow photographers worked in a Pictorialist manner trying to tame the 
unruly new medium and subject it to the principles of classical picture making, 
Craig Annan loosened this tight regime of well calculated photographic output. 
at a certain point in his career, freed himself from these constraints and embarked 
on the recording of fugitive moments, chance constellations, and the unforesee-
able. Along with this new direction came an interest in photographic imperfec-
-
that prompted his investigation into the photo camera´s potential for deviations 
from the classical pictorial codes. People like Craig Annan understood that the 
medium´s unique sources of aberration would generate unfamiliar images of reality. 
Introductory Remarks
The chapter 
Cameras deals with a type of observation camera aesthetic that radicalizes Craig 
project Vienna , Jules Spinatsch, a Swiss artist, delegated the photographic 
process of recording the annual Vienna Opera Ball to observation cameras. The in-
teractive digital network cameras installed on the premises of the Vienna opera were 
in the morning. Consequently, the ball reality presented by Spinatsch has very little 
in common with the carefully staged images of this prestigious societal event. The 
rotating network cameras delivered a splintered, torn up, and disintegrated version 
of the ball, which makes it hard to form a cognitive model of the space where the 
event took place. Due to the logic of the set-up, the cameras recorded everything 
that got caught in their shifting frames, -
umns and a crumpled tissue in a hidden corner.  A close reading of Spinatsch´s 
project will deal with the problematic aspects, but also the anarchic wit of these 
surveillance camera images. Above all, it will focus on the impact of this automa-
tized recording on the depiction of the ball goers whose unfavorable rendering 
seems to result from a lack of proper framing and careful staging of their personas. 
Jules Spinatsch´s Vienna Opera Ball project has strong media analytical traits. The 
same holds true for Thomas Struth´s and Maria Hahnenkamp´s works, which are 
the subjects of analysis in the chapter on 
early street photography, Struth is much more than a chronicler of urban space 
scenarios, but rather designs a setting that allows for a meticulous investigation 
potentially unlimited extension of space. At the same time, the photos are taken 
in such a way that they block the view and put a clear limit on the invasive gaze. 
The viewer´s gaze slams into walls, runs up against major obstacles like building 
-
-
Maria Hahnenkamp has a strong feminist agenda and her highly conceptual artistic 
approach concerns the gendered nature of the gaze. The fragmented female bodies 
-
ground of the photos and draw the attention to a long tradition of sexualized use 
of the pictorial space. Her adamant red guards deny entry, reject intrusion, ward 
thrive on the idea that even hidden and forbidden things will be revealed to them. 
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of faces in particular forms of visual communication. The chapter Death Can Wait 
deals with the PR campaigns of two Austrian institutions, namely a hospice and a 
nursing home. The analysis covers a period of about 10 years (2002 – 2012), during 
which both of these institutions tried to promote their cause in the public and cre-
ate awareness about new forms of aging and dying in post-industrial societies. The 
campaign posters displayed on billboards, rolling boards, or in the print media were 
powerful and disconcerting and made heavy use of close-ups of aged faces. These 
photos of wrinkled faces, sagging skin and age spots seemed to zoom in on an un-
derrepresented or shunned bodily and social reality. My point will be that in the light 
-
ticular meaning and prove to be especially powerful. The frontal views of aged faces 
photos of old people being taken care of by nursing personnel. Attention will also 
be given to those campaigns that emphasized the compatibility of old age and fun, 
as well as to others trying to picture the heart-rending irreversibility of a lifetime. 
Print and online magazines often work with close-ups of prominent faces. By 
repeatedly promoting and circulating particular versions of prominent faces, 
they enhance the process of the iconization of these images. One could say that 
-
gy invested in building up and establishing recognizable traits can morph into 
its opposite and result in a deconstruction of these familiar images. The chapter 
-
planation of these negative dynamics by referring to Georges Bataille´s under-
waste, loss, and destruction. The investigation itself focuses on two cover pictures 
-
able close-up of George W. Bush´s face denies any claim to authority and adds 
a visual dimension to an overall critical article about him. With such denigra-
tive views of well-known people, the forces at play are ruthless and dispropor-
tional in their will to dismantle prominence. According to the cultural philoso-
the rest of the body are automatically prone to assault and deconstruction. On 
these occasions, media practices seem to turn against their own products. A cor-
responding cover page of the 
Clooney shall demonstrate that media professionals like Clooney can occasionally 
turn the demontage of their glamorous persona into an interesting performance. 
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Three of the nine chapters of this publication are based on photo books. The 
contemporary photo book is a fascinating genre and much closer to artists´ 
-
tographs under a particular heading. Prize-winning books like Jules Spinatsch´s 
volumes on the Vienna Opera Ball are highly ambitious in terms of their lay-
these kinds of publications have become collectibles whose value sometimes in-
creases considerably over relatively short periods of time (Schaden, 2010). Pho-
to books featuring the works of already famous or emerging photographers al-
low small pocket buyers to own works of their favorite photographers without 
having to pay the much higher prices for prints on the art market. The chapter 
 draws its material of inves-
tigation from Be Happy!, a photo book by a young Russian photographer, and 
Paul Kwiatkowski´s  , an illustrated novel about his 
youth in California. Both books feature disconcerting and bewildering images of 
the norm. Norbert Pfaller´s (2000) psychoanalytical approach to cultural phe-
LHC, the photo book on the construction and set-up of the Large Hadron Collider 
and representative publication that bears the closest resemblance to a classical photo 
book. The photographs by Peter Ginter, which are the output of a documenta-
tion that went on for 10 years, give a thorough and multifaceted impression of the 
comprehensive and systematic coverage of it topic. Unlike the photo books by Kwi-
atkowski and Samolet, which follow a rather casual aesthetic, the LHC images were 
all subjected to a careful post-production process and attest to the latest standards in 
The Beast -
light-enhanced photographs featuring glowing and shiny technology generate an 
to their digital upgrading, scientists mutate into spiritual leaders who pursue their 
activities in environments bathed in light. The rhetoric promoting this enlightened 
-
nology discourse featured in LHC heavily dependent on overpowering images. 
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dedication, and impressive results conveyed in a rhetoric that allows for no doubts, 
questions, or backtalk. On the other hand, Samolet´s and Kwiatkowski´s stories 
do not seek viewer approval, and hope to retain their repulsive tone. The chapter 
 deals with another grand narrative, namely the biblical 
story of Jesus and its appropriation in contemporary art photography. There is a 
long tradition of reviving these religious themes in painting, but the corresponding 
investigation in this volume wants to take a closer look at interesting photographic 
attempts to re-enact or stage these key narratives of Christian culture. Whereas 
-
ners in art history, contemporary artists like Serge Bramly & Bettina Rheims, or 
Adi Nes, tried to actualize and update the core themes of the Bible. Their adapta-
tion of religious narratives transposes them into today´s world and tells them in a 
contemporary idiom. This act of translation can be a risk-taking endeavor that, 
for many people, borders on blasphemy. My close reading of their images shall 
prove that by disclosing the kernels of these stories and giving them a new form, 
Bramly & Rheims are able to address leading social issues of the present. By using 
the framework of the old stories and drawing on their unbowed powers, they 
guilt, shame, and fear into a perspective that ties in with our cultural heritage. 
But what kind of story should one construct from an anonymous slide collec-
-
-
teresting and worthwhile endeavor to base a story on careful observations and 
assumptions, relying on the fact that all our records of personal history are cultur-
ally mediated and strongly informed by comparable stories. When dealing with 
these found images, the main challenge was to consider the standardized ver-
sions of such documents and at the same time be highly attentive to the indi-
vidual nuances of these visuals. The chapter 
 
Alfred, as they are called in the captions of their slides. They left a slide collec-
occasional journeys, proudly presented their belongings, and provided insight 
into their habits and their modest social life. -




ation and bear with me. 
Introductory Remarks 15
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the new medium was that these photos did not necessarily resemble what was com-
image-making device did not seem to have any idea of artistic discipline, let alone 
artistic decisions. On the contrary, it appeared to divert creative intentions and steal 
visual concepts. For example, when one of these photographers aimed his camera 
at a cathedral, he did not only capture the sight itself but also a plethora of details 
in need of explanation and additional information interfering with the main focus.
A Photo is a Photo is a Photo
The camera did not select or edit but rather, as William Henry Fox Talbot de-
plored, delineated a chimney-pot with the same impartiality as the Apollo of Bel-
vedere. The new device was reluctant to compose and unable to call to order the 
collected visual elements in good Western tradition, i.e., to join them together 
status was more that of circumstantial evidence. The viewer, spoiled by nicely re-




States of the Camera
Comments on a History of Photographic Parapraxes
When a painter positions a solitary carriage on a street corner, it is either a sig-
-
be a few chimneys too many. Carriage tracks on roads are featured in paintings 
with intent and are not merely due to a watering machine forced by a building 
site to cross over to the other side of the road. The camera, however, registers 
without consideration for culturally conveyed criteria such as composition or 
-
turbed by any selection criteria derived from a long-standing visual tradition.
As we know, however, photographers very soon learned to live with the con-
ditions of the camera and to bring them under control. Looking through the 
began to focus on details of nature in which they saw its beautiful orders pre-
-
nipulating their products. The semi-conscious automatism of the camera would 
be parried by a conscious claim to authorship. The aim of the project was to har-
ness the camera with its susceptibility to aesthetic parapraxes for the purpose of 
conscious image production and, particularly in the subsequent period of Pic-
torialism, to reconcile photographic records with traditional pictorial codes.
-
velopment – of a medium, the protagonists of the photographic fraternity naturally 
enough let themselves in for a process of winning and losing, as with all comparable 
-
nature of the camera that assimilates details of reality in a fascinatingly unexpected 
manner. By eliminating the indigestible part of this photographic digestion process, 
-
phers at the turn of the century towards the technical, chemical nature of their equip-
The following text focuses on an attempt undertaken by the Scottish photog-
rapher James Craig Annan to consciously – that is to say, by no means naive-
ly – depict once more that which tends to disrupt and destroy beautiful images.
 
The Enacted Disruption of the Image
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Conscious and Semi-Conscious States of the Camera
James Craig Annan,  
© National Galleries of Scotland Picture Library
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magical strangeness. As the caption suggests, the photograph is about the castle 
picture at the last moment. Something that one might call a disruption, a con-
tamination, a slip, has been caught up in the webs of the device, wrongfully taking 
this foreign body, which cannot justify its existence within the image, restructures 
the entire composition, distracting the viewer’s attention in such a way as to push 
what is an imposing castle into the background and the back of the mind. (Fig. 1)
The idea is that, with this kind of photo, J. Craig Annan succeeds in picturing some-
thing that had been a matter of failure in the early days of photography. Something 
unexpected appears and maintains its status as a piece of reality outside the picture’s 
the picture at the very moment when the photograph was taken, would have been 
a kind of surprise-outcome accident, whereas J. C. Annan is, of course, miles away 
the lapse is the result of a high level of receptivity and is due to a state of alert aes-
this connection it is interesting to read J. Craig Annan’s thoughts on the creation 
The […] Franciscan
waited for fully half an hour with the whole composition arranged before the old 
gentleman in brown habit came along, and he is unaware to this day of the great 
-
process, Annan naturally edited the photo. The size of the clouds on the right 
not imply retouching the white horse out of the picture, which would have been 
a service to those contemporaries whom this nag must have annoyed intensely.
-
alities against each other. Firstly there is the castle: stately, immobile, solid, built 
on rock, upright. The horse, in contrast, is in motion, rumbling about some-
of the picture. As a result of this left-to-right movement, it favors the horizon-
tal orientation of the picture over the vertical. Suddenly, the horizontal lines ap-
pear more dominant than the upward pull. Not least, it serves to dismantle the 
monumentality of the castle. The truly interesting thing is happening at the base 
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of this world of stone. The castle, as mentioned above, is turned into a simple 
purely temporary occurrence, a performance that could be no more ephemeral and 
the odds-on favorite and prime subject in this race, was bested by a mere beast.
-
-
order to make use of something which eludes rational control and in order to il-
lustrate the mechanisms of the psychic apparatus. Without wishing to overuse this 
more or less borrowed from painting at the turn of the century. What overturned 
and averted this pictorial intention would be a genuinely photographic image in-
camera, which knows nothing of decorous orders. An illuminating observation 
in some cases, composed almost in the manner of an Old Master – his inspirations 
in painting are Holbein, Vandyck, and Velázquez – for which he was internation-
aesthetic expectations of his age, while at the same time subduing control and visual 
coincidental aspects which the new image technology was capable of capturing.
Removing the “Stain”
Stieglitz in Camera Work, could be seen as the revised version of Annan’s rendering 
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as the prominent subject of the image. The castle towers atop a hill and is in the 
light, that is to say it appears against the background of a bright band of clouds. 
The rest of the environs are blurred in soft focus so as to leave no doubt as to 
what the viewer is supposed to concentrate on. There is nothing and no one to 
castle morphs into a species of prototype, , a Platonic idea of what makes 
they have no other choice but to focus and maintain their attention, something 
for undivided attention. This approach could be characterized as the visual strategy 
of visual artists. This is how painters treat their viewers, by giving them some-
something of the polyphony of life, where things constantly tug at our receptiv-
ity, visual impressions struggle for predominance, and various sensations coexist.
George Davison’s picture does not convey a truly photographic experience, but 
trouble justifying why a castle should entail a nag. The horse would in any case 
have to be semantically upgraded, which would in turn have consequences in 
-
-
dered formal relationship to the surrounding stalls. To present itself as it does in 
the photo would give rise to a complete misunderstanding in painting, and im-
ply mimicking the incidental arrangements and amateurish compositions of life.
by Alfred Stieglitz. At the time when this picture was taken, Stieglitz had already 
propagated so successfully. He began to take photos of street scenes, working with 
a hand camera. With regard to this new technology, he could draw on J. Craig An-
-
Annan had stood up for this new technology in an issue of The Amateur Photogra-
pher 
a related article for 
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Seeing Horse and Forms
Stieglitz’s photo is once again about a horse. Compared with Davison’s, the photo 
is an everyday one, momentary and unspectacular. The fragmentary view of the 
horse-drawn carriage can be seen as both a formal statement and as a nod to life 
comparable in that they do not eliminate the particular, but rather focus great at-
horse’s bridle are made subjects worthy of depiction. To begin with, the Stieglitz 
photo appears to come close to the strangeness of Annan’s, but on closer inspec-
tion one discerns a dense mesh of formal references, a stringent grid of corre-
sponding lines. The pieces of wood in the foreground correspond to those in the 
background. The alignment of the logs is echoed by the rows of cobblestones. 
The horse’s body, the side of the road, the stacks of wood all form parallel lines. 
The horse’s legs, in turn, can be seen as an analogy to the pieces of wood, and so 
on. The possible forms to be seen appear endless, and even if the viewer’s reac-
he feels the well-composed nature of the picture. At some point, the connota-
tive references to abstract painting, which Stieglitz was exploring in depth at 
photographic codes that had hitherto been valid, but it is also the result of sub-
lime artistic control. J. Craig Annan, in contrast, enacts loss of control. (Fig. 2)
Among Annan’s famous photos there are, however, as mentioned above, several 
-
what Robert Demachy, in another review of Annan’s work, sees as a misunder-
standing in photography, that is, trying to make an allegorical statement (Buchan-
crucial point and must decide between religious vows and staying in the world of 
unfortunate, partly because Annan himself, in his love of printing technique varia-
tions, occasionally printed the picture mirror-reversed, thus causing the young 
lady to appear undecided indeed, tending now in one, now in the other direction.
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The Preconscious of the Camera
As far as the technical side of photography goes, Annan is a master of his craft. 
workshop he learned the trade from the ground up, becoming familiar with the 
common printing techniques of the day, carbon and platinum printing. Father and 




On the one hand, Annan is a perfectionist. He is a master of his trade, control-
ling his means of production, his name standing for the highest technical de-
mands on the new photography medium. He grew up surrounded by art – his 
father, for example, was a close friend of David Octavius Hill – and was highly 
aware of visual codes. On the other hand, we see the photographer who em-
-
one, later in the day, to produce a photograph of value is by no means rationally 
-
cesses that occur independently of our rational designs. Likewise, the characteriza-
Camera Work may 
be applied to Annan himself, and it may be taken to infer his own artistic val-
ues. This essay speaks of the importance of mustering the courage to venture into 
unexplored territory and to be guided by one’s instincts. To Annan, the criteria 
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he indicates the sensory pleasure that a picture must bring forth. A good photo, 
moreover, is one which disguises its artistic value. At a time when most ambi-
tious photographers were endeavouring to emphasize the artistic value of their 
is to conceal art’ – that applies to photography – it is not usually the most strik-
-
lishing the hand-printed photogravure in Camera Work 
above, when taking this picture, Annan waited half an hour for something to ap-
pear, something which turned out to be a Franciscan monk. Walking with a slight 
stoop, the latter is about to turn the corner. His shadow precedes him. The photog-
rapher had been avidly awaiting him, or some similar visual surprise. Annan him-
self did not know who or what would appear in front of the temporary projection 
himself into the wall and into the photographic paper of his camera. Unlike the 
instinct and timing to capture him in the image. The edge of the wall seems like 
a dividing line in this picture. Whoever crosses this line may well vanish, invis-
wall also seems like the dividing line of an ambiguous image. Once the Franciscan 
method, Annan has enabled the photographic preconscious, as it were, to register 
that which will devalue or indeed deconstruct what is an undisputed view in terms 
to be put on display, and not that which is actually worthy of exhibiting, Venice.
Another of Annan’s Venice photos lends itself to closer scrutiny in this context: 
scene, a kind of Catholic procession that is possibly part of a funeral ceremony. 
The young men in ecclesiastical vestments are carrying large monumental candle-
players in this ceremony are in the light, in a kind of spotlight of the southern 
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James Craig Annan, A Franciscan, Venice 
© Royal Photographic Society / National Media Museum / 
Science & Society Picture Library
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James Craig Annan, A Venetian Requiem 
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ground that could have been easily retouched out of the picture, but which An-
nan left in. While the shadows of the servants of the Church are cast according 
any real contour. They are shadowy creatures, mere traces of human beings, in-
-
utes, but for a short photographic eternity. Genuine by virtue of being photo-
– onto the photographic paper, they embody the epiphany of the moment. (Fig. 4)
-
a kind of space, a place from where the gaze comes, thereby bringing something 
into the picture that, as Roland Barthes never tires of emphasising, makes up the es-
sence of photography, that is to say, that it depicts what was once the object of a gaze 
that is always irrevocably past. The immaterial presence of this view stands for the 
heart-rending aspect of photography. The text that Annan has added to the picture, 
not as an illustration, but rather in the style of modern-day commercial graphic de-
for example, would see as early snapshots, Annan captures singular occur-
rences which, compared with the visual imagery of photography in those days, 
-
-
graph without my being able to want it to. One might talk about the wish to 
revive the surprising element in early photography that revealed what had been 
The Digitally Constructed Parapraxis
-
America, where he has pursued his internationally acclaimed academic and artis-
tic career. The catalyst for creating the constructed snapshots was a request by 
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Natalie Bookchin to show her some snapshots of his former life in the Soviet 
-
shot culture in the USSR. Hardly anyone owned a camera, nor was there any 
arrangement stipulating that all events of private life be constantly documented. 
To take photos, one went to a studio or borrowed a camera from an amateur 
-
This evolved into an art project on which Natalie Bookchin acted as co-au-
thor. Her cooperation was required because only she, a representative of a cul-
-
tempts – the work consists of three parts – to satisfy an American woman’s ex-
pectations of a snapshot and, at the same time, to create a quasi-authentic docu-
ment of his youth, Manovich constructed a scene at a Moscow subway station. 
This retrospective snapshot consists of a photograph of the subway architecture, 
clear in terms of perspective, but nevertheless tilted, and the blurred, only par-
tially visible head of a young man blended in at the bottom left of the picture.
The question in our context is: what did Bookchin want to see when she put 
authorized photos, but rather photos that she could scan for evidence of every-
contain more than those who took them intended. She wanted to see blind spots, 
overexposed by the camera, relying on the photographic preconscious, indiscrimi-
nately receptive within its mechanical and chemical limits. That was her personal 
wish. The interesting thing is how Bookchin and Manovich proceeded as artists. 
What they constructed on the computer was the photographic mishap, the rule 
violation, as it were, of a successful photo. They presented the shaking, blurring 
and tilting, leaving the picture’s structure in terms of perspective as is, like the 
-
es something of the old hope that things will appear in photos if we let them.
This paper was originally published in  
 (www.fotogeschichte.de) and reprinted courtesy of the publisher. The original German 
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Natalie Bookchin & Lev Manovich, Constructivist Snapshot 
© Bookchin & Manovich
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The whole project, which was obviously inspired by Day´s experience of 
assumed the role of the main protagonist in this biblical drama. His ec-
centric life style as an aesthete and his conception of himself as an out-
At the same time, Day acted as the stage and art director of this enterprise, a 
double function that at times caused problems. Closer inspection of the photos 
of Jesus on the cross would reveal the carefully hidden camera delay timer in the 
the most tragic facial expression, Day worked with a mirror attached to his cam-
mounted, which outraged some of his spectators as blatant blasphemy. (Fig. 1)
Dressed to Suffer and Redeem
Staged Photography Featuring Biblical Narratives
grow long. Accordingly, the photographs show an emaciated main protagonist 
-
thentic as possible and to achieve utmost veracity extended to all matters. Cloth-
ing and footwear like sandals were taken into consideration. The wooden cross 
was produced by carpenters in Syria. Day insisted that the crown of thorns be 
to details and a strong tribute to art historical sources were intended to authenticate 
and legitimize this endeavor of a photographic reconstruction of biblical narratives. 
Paradoxically, F. Holland Day´s adaptation of the Jesus story for the camera was 
less about an exploration of a photographically generated narrative than entirely 
-
cally enhanced imitatio of the life of Christ there was no room for photograph-
-
tempts to establish photography as high art, Pictorialists like Day were trying to 
prove that the camera was not just a banal recording machine of everyday real-
-
sion of the subject. Day, alias Jesus, assumed the same outstretched position on 
a kind of sarcophagus. The protagonist´s head was equally inscribed in a semi-
-
Day took up this mode of using objects to refer to what happened earlier. All 
they turned into disposable things. At the same time, they remained indispensable 
a few markers that were indisputably connected with the familiar narrative. The 
namely the stigma, was perfectly accentuated against the dark space of the open 
tomb in the background. The dark square became a framing device for the open 
representation.  The platinum print gave the photograph a soft tone and seemed 
to remove it even more into a painterly realm. Only the grass in the foreground 
was strangely reminiscent of the camera´s predilection for mundane reality. 
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F. Holland Day,  
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(born John Arthur Hiller) turned his attention to dramatically staged photo-
-
graph depicts a group of people engaged in taking Christ down from the cross. 
The huge canvas in the background behind the cross evokes the apocalyptic 
-
ranged in a triangular composition. The gestures are highly expressive and Hiller´s 
-
eryone seems to be properly dressed for the occasion and even the stones at the 
bottom of the cross are clad in some kind of cloth to cover their naked nature. 
The actor representing Christ is well chosen, but, for some reason, G.B. Shaw´s 
the acting model was certainly less disquieting than for Shaw. Staging dramatic 
scenarios for the camera represented a challenging task for him and as the director 
of such endeavors he took full charge. People should be moved and entertained 
by these photographs created in the tradition of the tableaux vivantes. With his 
background in advertising and his position as an eminent photographic illustrator, 
-
playing and theatrical conceptions of the grand narrative prevailing at the time. 
-
and ties his judgment to modernist aesthetic standards and matters of taste. For 
him, Hiller´s photograph is poor and unconvincing. From a postmodern, decon-
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intriguing image. All kinds of pictorial slips reveal the constructed nature of the 
picture. There is a lot of drapery which covers up bodies and various inconsisten-
cies. Some of the seams and sutures are clearly visible. The white drapery that falls 
down from the cross simultaneously conceals and reveals the structural engineer-
ing intended to give stability to the cross and the fabricated biblical narrative alike. 
the right edge of the painted canvas backdrop. This line is a borderline in that it 
Contemporary Appropriations of Biblical Motifs and Narratives
have happened unintentionally, as in the case of the `borderline´ in the photo by 
-
arranged a scenario that explicitly refers to Christian themes. There are two young 
soldiers in a barren type of environment, one of them obviously a victim of the war. 
The soldier nestling the body of his dead comrade in his arms surprisingly holds a 
makeup brush in his left hand. An open paint box suggests cosmetic improvements 
the earnest-looking paramedic in full rig-out seems to be preparing his fallen com-
But there are additional layers of a reception of Adi Nes´work. He is an artist known 
Art History and Western Civilization combined with personal experiences based 
on an additional meaning. As a representation of a tender and caring masculinity, 
it stands in strong contrast to the belligerent and aggressive pictures of empowered 
-
sivity of the scene is striking, the caring gesture of holding a dead comrade on one´s 
lap and treating him with utensils tied to femininity is telling. On a less explicit level, 
the image also refers to the homoeroticism informing many of the religious images. 
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“Ecce Homo” – Exposing and Framing the Subject
-
of the humiliated Jesus with his crown of thorns and all the traces of violence on 
-
perative to look at this man and consider his further destiny. As the title has it, 
perfectly familiar with the mechanisms of ensuring visibility. His professional per-
makes him arguably a (fashion) model. With his heavy makeup, he is obviously 
whole upper body. There are signs of maltreatment and his tantalizers obviously 
left traces of their dirty or blood-stained hands on his body. On closer inspection 
though, one realizes that the imprints of these hands on this body can also be read 
as tender explorations of the muscular male body or materializations of the libidinal 
gazes scanning the body of the male protagonist in this story. Bramly & Rhe-
also makes one think of the homoerotic appropriation of such religious imagery. 
-
of the theme seems to call for an equally open type of reading. The image, also a 
-
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Raymond Voinquel, Christ in Cross,  
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Texas, provides haunting and disconcerting images of an under-represented popu-
workers etc., none of them resembling the prim frontier families of common de-
pictions.  Avedon presented his protagonists as stigmatized by the dirt and coal dust 
growing on their skins, and monumentalized them by photographing them against 
a white background.  Some of these miners, as for instance James Story or Hansel 
Nicholas Burum, seem to assume poses known from art historical renditions of bib-
willfully exposes his body carrying all the marks of alienating working conditions. 
   
The Piétà Motif
-
motif when it comes to photographic reenactments of biblical themes. From 
Voinquel started out as a fashion photographer and later became one of the most 
collaborated with Jean Cocteau, Max Ophuls, Sacha Guitry and others. His image 
-
the core group of the grieving mother and her dead son. As in Quarton´s painting, 
the body of Christ assumes an elegantly curved line with his arm falling to the right 
side. This perfect line of beauty, innocence and grace described by Jesus´ body calls 
-
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Bramly & Rheims – Negotiating Motherhood
obviously be based on reenactments of art historical images familiar to the French 
-
plicitly wanted to provide an update of the stories of the Gospel and translate these 
-
began by visiting museums and churches, by reading and re-reading the Scriptures 
-
the cards they indicated which symbolic aspects had to be taken into account and 
-
and artistic innovation take precedence over sanctioned modes of representation. 
The resulting images caused a considerable scandal in France and spurred a de-
that with some of these photographic reenactments of the holy story, Bramly & 
Rheims indeed managed to invest enduring stories with a sense of actuality. For 
into a familiar position with its right arm hanging down and the particular curved 
shape that the deceased body assumes, which ring all the bells and resonates with 
our pictorial archives. By these self-evident features the viewer gets assured of his/
her pictorial expertise and can comfortably identify the motif. On the other hand, 
a mannequin radically striped of any beautifying layers. This abstraction of a human 
-
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a young girl. She seems strangely disconnected from the giant corpse that besieges 
her and apparently has not come to terms with the maternal attribute of female-
ness. She looks directly at the viewer, but her facial expression does not mimic the 
-
tion gaze that appears on her face and that turns her into a young girl burdened 
with something dead, with a huge weight clinging to her. She is not mothering 
this body and it is quite obvious that she has never enjoyed any maternal plea-
takes on a new meaning. The rag doll turns into an emanation of societal pres-
motherhood, overpowering and alienating at the same time. Bramly & Rheims 
Mary assists in the drama of the death of the redeemer and the scandal of his death 
clearly exceeds her personal feelings of loss and despair.  Bramly & Rheims´ up-
dated version zooms in on the young female. They twist the motif in a way that 
Stage Sets That Matter
very unusual setting with no precedent in classical art history. They placed the 
unfocused background with its dramatic play of light and shadow is bathed in blue 
light with light streaming in through the invisible window openings on the left 
side of the room. The uniform blue color tone of the space creates the impression 
-
mation in photographically appropriated biblical stories is particularly interesting. 
-
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photographic storytelling because he believes an equal focus on foreground 
and background is not possible. Unlike in painting, there is no equal render-
ing of details and certain areas of the picture will always be given dominance 
-
-
strong perspectival order clearly reference Anselm Kiefer´s attic paintings from 
The whole scene happens in an attic comparable to the space in which Bramly 
-
protagonists whose existence has to be conjured up by the viewer. Kiefer´s highly 
areas, spaces of repressed history or of stories awaiting their revision and refor-
mulation. Here, things can temporarily go undercover in order to one day re-
emerge and acquire new importance and form. As already mentioned, Bramly 
& Rheims did a lot of research for their joint project. Their choice of an attic-
with a meta-commentary on how the reception of collective stories works. Our 
picture archives are sites of latent meaning. The protagonists, the narratives are 
-
nary stools, or a carelessly manufactured puppet that assumes the right position. 
“Protect Me from What I Want”
-
nating, but also most puzzling re-writing of a scene from the New Testament. 
The work is arranged as a triptych with all the action going on in the middle 
part. Again, the main scene takes place in an attic-like space. The illuminated pink 
window generates an atmosphere of erotic expectations and desires. Jesus is im-
mediately recognizable. He is shown from behind. The light falls onto his right 
shoulder and reveals a devil tattoo there. Another tattoo at the end of his back is 
partly covered by his loose trousers, a fashionable adaptation of a full length loin 
cloth. The trousers in combination with the muscular body, the particular hair 
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protagonist in this temptation plot. The confrontational setting is another impor-
tant marker that directs the reception of the narrative displayed. According to the 
Gospel, Jesus´ temptation by the devil went on over a period of 40 days. During 
exclusive, yet irreconcilable relationship. Bramly & Rheims´ photograph takes up 
are two young women, playful and crazy in the middle part, but monumental-
ized and enigmatic in the two side panels of the photographic triptych. (Fig. 10)
the picture frame and correspondingly, the threat of erotic appeal they pose to the 
mind, or his famous red- haired females that test and challenge the male viewer 
sense, the two of them together represent the whole specter of femininity and 
-
or codes. The stern and iconic rendering of the two women in the side panels 
represent two temperaments and two female types from the mail-order catalogue 
of male desire. The painted red dot on the dark haired lady´s chest, though, speaks 
another language. Since Claude Cahun´s pictorial investigations into a possible 
third gender beyond the traditional male/female distinction, the painted nipple has 
been an alarming and disconcerting sign of gender role negotiations. The ques-
tion is, is the person signed by such a marker in fact a woman or is she just act-
ladies have left their static pose behind and fully engage in the temptation and 
-
sires or by gender roles. For their satisfaction they obviously do not necessarily 
-
Jesus seems to be the addressee of an invitation he cannot handle.  He dreads it 
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because the rules of the proposed game are deeply confusing and unclear. As a 
played by the two temptresses. Bramly & Rheims´ pictorial strategy forces the 
viewers to position themselves in this temptation scenario and cope with ques-
-
ed towards the two females and their frivolous interaction. As a kind of repous-
viewpoint and position. Consequently, they are torn between their fascination 
with the erotic game of the young women and the resistance residing in the 
seems to call for a type of negotiation which extends beyond the picture frame. 
Concluding Remarks
All the presented photographic reenactments are informed by a desire for the miss-
ing original. Some of the photographers mentioned try to do justice to the motif 
the biblical story depicted, the viewer has to be hooked by strong, recognizable 
features. As long as these indispensable and indisputable traits are there, deviations 
to reconnect with the missing original. As we all know, in this state of imaginary 
-
ims trade the comfort and appeal of the classical version for sensational images of an 
-
rial evidence and still open up a perspective on pressing issues of the present time. 
At Face Value & Beyond. Photographic Constructions of Reality52
10a
Serge Bramly & Bettina Rheims, 
© Rheims & Bramly
Dressed to Suffer and Redeem 53
At Face Value & Beyond. Photographic Constructions of Reality54
Preamble
Once a year, on the last Sunday of the carnival season, my grandmother sum-
moned our whole family to watch the local carnival parade from the tiny garden 
in her backyard. Grandmother’s house bordered Market Street, one of the main 
streets in town where the procession of music groups, decorated wagons, etc. took 
-
ter above street level so that one had a wonderful view of what was happening 
on the street. When grandmother invited the family to watch the parade with 
her, everyone understood that there was more at stake than just entertainment 
and fun: The idea was that the whole family should come together to perform. 
On that occasion, grandmother’s rather neglected backyard turned into our 
communal family stage. There we presented ourselves to the public and dem-
-
her and her descendants turned into an elevated caste, indulging in an unre-
an intact family. We did not have to mingle with the masses, but were admit-
ted to a kind of private loge from where the happenings on the street took on 
a special sense. To a child, it was clear that the carnival princes, riding on 
sweets when they saw us, and their generosity seemed to signal that we were 
alike - nobility of the same kind, who deserved a bigger share of everything. 
-
blocked view. Someone on the street took a child on his or her shoulders, or even 
group of family members disintegrated into a desperate crowd of people craving, 
-
cated by the spectators in front of us, the intricate link between unrestricted view as 
a treat and guaranteed candy supplies became obvious. When all these commoners, 
Blocked View and Impeded Vision  
An Affective Response to the Photographs of 
Maria Hahnenkamp and Thomas Struth
these ordinary street spectators, decided to simply ignore our quite obvious right to 
see, hostility and aggression got a hold on our formerly well contained and behaved 
group. All we could see was a highly fragmented and distorted version of the carnival 
procession, transmitted to us via slots left by the space between the spectators´ bod-
-
tion and the fact that our right to see unimpeded had again been ignored by others. 
Maria Hahnenkamp
Maria Hahnenkamp’s works do the same thing to me. They evoke the same 
anger and frustration about not being able to see. They relate the issue of invis-
ibility to pictorial traditions and power-playing in general. During the whole 
to your subject, resist the temptation to bury the strongly sensed insult un-
especially telling. The two female protagonists of these images, both dressed in 
red guards. Their mission is radical and non-compromising – namely, to occupy 
pictorial space in a way that will leave nothing visible. To keep the gaze out and 
to launch their assault on the viewer, they form a phalanx of bodies, positioned 
right in the foreground of the pictures. This setting has something highly aggres-
sive and confrontational about it, and the response it creates is frustration. (Fig. 1)
For this series, the artist placed the female bodies behind a glass plate right 
-
pressed. Paradoxically, the denial of vision goes hand in hand with an abun-
dance of visual information. There are folds and curves, patterns and textures 
the viewer can concentrate on, but still, the overall impression is a lack of vis-
ibility. Due to this situation of visual castration, the viewer becomes inventive and 
counter-balances the deprivation by referring to the in-between spaces. The gaze 
creeps into folds and behind slightly lifted clothes in search of a dimension be-
yond the surface of the image. Between the bodies, gaps and slits open up and 
sight, look like indeterminable, abstract forms turn out to be suggestive of vaginal 
forms and ultimately refer the viewer back to his or her scopic desires. (Fig. 2)
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As Linda Hentschel (2001) pointed out, scopic desire is intricately linked with the 
concept is the promise of pure vision, of a potentially unrestricted view of even 
concealed and hidden things. Due to this promise, the act of viewing becomes li-
-
arated from the construction of space, which in turn cannot be separated from the 
seemingly mathematical model inherent to Western representation. This leads to 
originally designed as a rational, autonomous, centered and mostly male subject, 
ideally positions himself in front of this space, ready to penetrate the represented 
area with his visual acts. The eye as visual agent subjects the space that opens up in 
-
cess of replacement, the desire for the female body depicted in the picture gets pro-
jected onto pictorial space as such. Feminized pictorial space becomes the other of 
the male gaze, the other that is open to appropriation, conquest, and subordination.
and pursue a shared strategy of generating a lack of visibility. At the same time, 
these images hold a promise of vision and allude to a dimension of increased vis-
ibility beyond the surface. The bodies themselves do not justify any sexual projec-
tions. They have something high-necked, analytic and straight about them. The 
fully covered female bodies cannot be held accountable for the explicit erotic ap-
peal of these images. The scandal of the intimate resides in the splits and the slits 
cannot but sense the fantasies of violence, which seem to be located in these in-
between spaces that would have to be stretched, widened, torn open to achieve a 
better view. The chaste red models play with the desires of the spectator, but the 
-
isfaction in the anteroom of the foreground before his or her scopic desire, which 
-
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ing through pictorial space. This new orientation of the models has wide reaching 
-
by twisting the head sideways and by rearranging, repositioning oneself. These 
1
still block space, but this time it feels less frustrating and annoying: The viewer 
therefore, up for negotiation. Power relations are addressed in the text fragments 
and are quite outspoken, which makes it possible to relate to them more readily. 
Here is no longer the same stalemate situation where the desire to see increases in 
proportion to the denial of a view. Still, Hahnenkamp´s agitated troops are easily 
viewer’s age-old right to see beyond and across. The reading keeps the viewer in 
spread out, but are depicted in an elegant, aerodynamic form. There is something 
highly utopian about this renouncement of the drama of depth. Hahnenkamp´s 
females are testing new grounds and demonstrate the ease and relief of gliding 
alongside the surface, instead of making their toilsome way into the distance. 
Thomas Struth
and basically employs the same pictorial scheme over and over again. The pho-
tos work with a strong perspectival order, which is subsequently abolished by 
buildings that come in the way and block the view into the distance. There is 
-
tations and perceptual habits of the viewer, but also entails some kind of auto-
aggression against himself as the photographer and the photographic craft 
in general. As it turns out on closer inspection, Struth is a master of a kind of 
gentle art of aggression, which underpins his photographs and which, so far, has 
1   
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homeopathic dose. His type of viewer is someone who needs ongoing visual proof 
of something that is a theoretical given. With Struth, to understand the conditions 
2 of perspectival order means to represent it again and again.
street is depicted as an avenue of escape, dynamically leading into the distance. 
-
end are disproportionally small, which increases the perspectival pull into the 
distance. This orientation towards the horizon is counteracted by minutiae 
-
isting pictorial grid in order to reveal something about the grid itself, but also about 
our mode of perceiving photographs. As one can see, Crosby Street used to be a street 
in the poorer environment of Soho. Like all the other street photos by Struth, it is 
emptied of people. Struth subtly plays with the promises of a central perspective. He 
simultaneously enforces and denies its principles. The car parked on the right throws 
blurred high-rise structure appears like a phantom. Tellingly, the street sign in the 
Struth is testing this same setting over and over again by, for instance, focusing on 
streets in Germany with their post-war architecture, or on ordinary residential streets 
the church at the end of the street turns the perspectivally organized space, with its 
inherent promise of depth, into an enclosed area. As the gaze is kept from roaming 
-
ing into depth, the viewer scans the facades, glides over the dilapidated pavement, 
setting turns into a kind of interior, an almost domestic space where the potentially 
expanding gaze comes to a halt and discovers the sensations of the foreground. 
Here, it becomes modest and attentive to details. Under the spell of the pull, exer-
cised by depth, viewers tend to overlook and ignore things that would divert their 
2  
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of interesting visual sensations, even with a site of such banality as an average street. 
And, Thomas Struth continues to put up obstacles for the viewer. He shifts view-
With the photographs taken in Naples, Struth takes his experiments another step 
ridicule any attempt to view depth. The gaze slams into a wall of solid barriers that 
unequivocally tell the viewer that there is nothing to see except buildings – build-
ings that are piled up in front of the viewer, buildings that appear insurmountable 
and that won’t give way to the gaze. With the full authority of the factual, these 
buildings counteract the gesture of welcome expressed in the foreground of the im-
age. The dynamic curve of the low wall, the foreshortened line of the parked cars, 
the open. The small balconies in front of the windows act as additional barriers that 
Subsequently, Struth continues with his investigation by introducing a new varia-
tion to the game. He depicts building blocks that cut through space like a diagonal. 
The gaze of the viewer glides along the façade, speeding up on its way into the 
deeper reaches, a misty, blurred building block emerges like an insuperable ob-
stacle in a nightmare, phantasmatic and unquestionably real at the same time. All 
the viewer can do is take the retour path or, since the buildings´s façade resembles 
have nothing in common with his early street photographs. The series, which 
and California. (Fig.10) All the photographs feature seemingly impenetrable 
heavily overgrown green curtains which conceal whatever may lie behind 
with a dense thicket of trees, trunks, branches, and foliage. There is no per-
ceivable order in these jungle close-ups and no indication that a human being 
would be particularly welcome there or capable of surviving in these worlds. 
concept of his catalogue published in connection with the retrospective of his work 
grouped according to themes and motifs, whereas the catalogue breaks up this rig-
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the arrangement of a jungle image next to a post-war street photograph. Struth´s 
of view of this paper, such an arrangement makes perfect sense, represents a strong 
statement and proves that, irrespective of their various topics, Struth´s images are 
-
tween the jungle series and his photographs of street scenarios:
This statement shows that Struth approaches his subject intuitively and embarks 
on his projects in an almost somnambulant and unconscious manner, obviously 
spurred on by a challenge he may not be able to name or to ground theoretically. 
-
patible with the reception of these street views as architectural or post-war, archival, 
or documentary photography. As the quote above indicates, the jungle scenarios 
the artist´s production process. He had to take photos of the jungles, although he 
could not entirely account for their curious attraction. The same was the case with 
the cityscapes.  My argument is that both series are part of the same investigation 
about the nature of the photographic medium and its relation to perspectival order. 
-
ture stands like a screen in front of another, invisible image, dissolving the vanish-
Membranes are ephemeral boundaries that despite their near immaterial condition, 
are not meant to be traversed. You hold, tame the gaze, and meditate in front of 
the empty and silent picture surface that ultimately refers you back to yourself.
-
-
tian mythology. On a surface level, Struth´s chaotic and immersive versions of 
paradise do not seem compatible with the common understanding of this term, 
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but interestingly enough, they create a particular mind set in the spectator. These 
projected into the far distance, and is something to be postponed, Struth´s jun-
viewers confronted with these close-ups of untamed nature turn into arrivistes. 
Their scopic desire is no longer geared towards the far distance, but comes to a 
halt and concentrates on the here and now of the visual information available. 
Struth´s paradise has nothing to do with all the imaginary spots put up by a per-
spectival order. His jungle images deny a particular Western pictorial tradition and 
no coincidence that many of these jungle photos were taken in Asian countries. 
spent in these countries and how the Asian experience informed his artistic work. 
Coda
Maybe we, the family in grandmother´s yard, should have taken full pleasure in 
the split-up version of the carnival event and should have focused on the intimate 
details available to us –in the form of the hairline of the people in front of us, on the 
skin tones of their necks, the arrangement of their collars, and texture of their coats. 
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The Opera Ball, a glamorous societal event, is Vienna´s most prestigious ball which 
-
rapher Jules Spinatsch introduced an unconventional way of recording the annual 
Opera Ball. He installed two interactive digital network cameras on the premises 
of the Vienna Opera. They were programmed to map the entire space from ceil-
photographs in total. During the designated time, the rotating cameras completed 
-
a chronological grid allowing the Viennese public to encircle the installation and 
-
the single, blown-up images in a series of thematic grids in the context of a gallery 
 consists 
 of the publication provides a theoretical background and material for reading. 
-
ranged the images in the chronological order in which they were taken and fed 
them into the disciplinary order of a grid system. The result is an almost cine-
. Still, 
despite all the rational parameters at play, the staccato of these images poses a 
-
Unedited Glamor
The Vienna Opera Ball and 
Its Rendition by Network Cameras
tury panoramas can be linked to the emergence of a newly empowered bour-
-
thing falls to bits and pieces and a cognitive model of the space is hard to attain, 
especially since any predetermined spectator position is automatically abolished. 
One is confronted with the minutiae of things that one usually tries to eclipse be-
cause they form the background noise of any meaningful act of perception. (Fig. 1)
The panoramic project delegated to the network cameras has little in common 
with the emancipatory project of the rising bourgeoisie and the central position 
-
oramic view of the digital machinery looks like mere visual overkill. The rotat-
ing cameras practice a type of all-seeing which is not based on human parameters 
-
 project generates such a vast landscape of pho-
tographic input of an event that it cannot be totalized in any way. While Witt-
-
what is visually available and as it turns out, the mass of potential data awaiting 
their visualization is huge. The impartial cameras record irrespective of any picto-
rial traditions and codes. They know nothing of compositional rules, good form, 
or powerful framing. They simply follow their programmed logic and chron-
icle whatever appears within their reach. They picture cracks in the Historicist 
decoration, a dusty corner, a crumpled tissue behind a stately column, mended 
parquet, wires, metal grills, metal chains, ropes, cutting through the space, drap-
ery, ventilation shafts, and many other details that are not necessarily compat-
assume the same visual presence as the more glamorous aspects of the specta-
cle. Most disturbing, though, is the fact that the viewer cannot accurately pic-
ture where the shots were taken from. The opera curtain, for instance, sweeps 

















across several pages without giving any clue about its spatial position in regard 
to the cameras. Most of these disintegrated particles of the ball reality cannot be 
localized, and with many of the images a mapping of the space is impossible. 
The rotating cameras seem to have seized the space and twisted and turned it. 
-
into account and calls to mind the dizziness and vertigo feelings that are men-
-
The paradox is that although `Spinatsch´s images´ are hard to verify in terms of 
their spatial coordinates, they are perceived as unquestionably authentic. This 
authenticity results from the absence of any human interference. As writers like 
undeniable touch of authenticity because they seem to restore a reference to the 
real which is increasingly lost in times of digital manipulations. Network camera 
technology can pass as disinterested in the real sense of the word. The resulting 
images owe their production to cameras that have no pact with those segments 
-
thetic imperfection of the photos seems to be a plus and provide additional proof of 
generally viewed with suspicion can come to bear the signs of trustworthiness. 
Viewing and Being Viewed 
The Opera Ball as an Arena of Visual Presence 
 
, David Campany describes the Vienna Opera as a 
perfect arena of societal visibility.
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structed to guarantee a maximum of sight. The opera goers should not just have 
a good view of the stage and what was going on there, but should also be able to 
with the aristocracy, and demonstrate their cultural standing and sophistication of 
appearance. To be viewed at such places meant to belong to the cultural elite of 
before it was torn down to give way to the new building on the Ring. He chose to 
-
able personalities of the Viennese society. As the story goes, many representatives 
desirable it was to prove one´s regular presence at the theater as a highly contested 
battle ground of enhanced societal visibility. Speaking of the presence again, for the 
annual Opera Ball the whole space is remodeled to guarantee an even larger arena 
of societal performance. Since on this occasion all the seats in the stalls are covered 
 
As a matter of fact, Spinatsch´s network camera images show the Vienna op-
to be watching, observing, and monitoring each other. What actually demands 
their attention, one mostly cannot tell or see because the corresponding scenes 
the act of observing others. Their elevated position seems to predestine them to 
check out others. At the same time, all of them appear highly alert about being 
viewed themselves. The space seems to resonate with scopic desire. On closer 
inspection, one realizes that there are cameras everywhere, TV cameras, pro-
mobile phones, which are either standing by or randomly directed towards oth-
 
probably holding the highest position in space, seem to condone these modest 
photographic attempts to turn the ball into a memorable event. By photograph-
ing the countless other recording devices, they seem to ridicule the limited reach 
and capacity of their underprivileged peers. The cameras installed by Spinatsch 
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well prepared to meet the eyes of the cameras. They have nothing to fear. Big 
the females´ cleavages are impressive, their jewelry is shining, and their dresses 
as a type of chic that takes the omnipresence of observation cameras into account 
104). The Vienna Opera has always been a place of spectacle and glamour. The 
-
-
vation technology as intricately linked with new modes of self-perception. Other 
than mirrors, this technology allows people to see themselves as others view them. 
subject status, individuals will increasingly rely on camera recordings that attest to 
psychological model of establishing one´s subjecthood via the other and in inter-
personal exchange with the other will become more and more obsolete. Thomas 
-
lance technology with its automatized recording can provide existential proof be-
viewing an image that is separated from oneself and the physical experience of per-
-
are guaranteed equal treatment as the non-animated parts of the Opera Ball setting. 
They are all photographed from a particular angle from above, which gives the im-
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pression of them being subjected to some privileged view traditionally associated 
with a divine perspective. But, as this impersonal recording machinery above them 
has no clue of the intricate link between subjecthood and proper framing, it cannot 
-
contrast to the usual conviviality of such an event, the network cameras seem to 
picture tristesse. The camera recordings turn the ball-goers into a confused and 
disintegrated crowd looking, glancing, craving an image of themselves. They are 
registered, but in the careless and inconsiderate manner of a disinterested party 
that is unable to provide them with the consolation of an acknowledged indi-
vidual visibility. The visual agent, which could supply them with images of them-
selves, is hidden from them. No one told them that for the duration of the ball 
night their existence would be guaranteed by an almighty surveillance technol-
ogy watching over them. By mischance, the recording system monitoring them 
lacks the mercy of the conventional all-seeing authority. Many of the people are 
depicted half way in the process of forming fully integrated and photogenic sub-
jects. There is an abundance of upper bodies, lower bodies, shoulders, legs, etc. 
No wonder that their half-obliterated and misshaped representations give them a 
point, the gaze is independent of human vision. Lacan compares it to an omni-
present observation camera. There is a tremendous amount of authority on the 
part of the gaze. Spinatsch´s network camera photographs seem to reveal the in-
tricate link between power and vision and the anxiety that resides at the heart 
do not necessarily guarantee an empowered version of those depicted. The Vi-
enna Opera Ball recordings display a type of choreography that is most of the 
time detrimental for those who temporarily appear within their shifting frames. 
Photographesomenon
The images assembled in  of 
-
tics of this type of representation are, among others, cold colors, graininess, and 











veillance photographs. At the same time, they seem to fall into the category of a 
are programmed to create a digital duplicate of a particular scenario at a particular 
-
-
tually serve as evidence one day. As Pauleit puts it, these pictorial units are recorded 
in the present in order to be retrieved as images in the future. Various interests, a 
suspicion, and investigations of all sorts may legitimize their re-emergence as single 
-
the purpose of their selection remains unclear. Freed from the burden of providing 
insight in hindsight, they speak of a visual universe uncontaminated by semantics. 
With their anarchic wit they are capable of subverting a long tradition of purposive 
alternate with fully abstract pictures of the ball reality.  As a matter of fact, the depicted 
human protagonists are in a lot of cases quite literally pushed to the margins of the 
images and have to compete with a mass of details that would never make it into a 
classical picture frame. There seems to be an arguable alliance between digital record-
ing technology and, so far, visually under-represented parts of reality. (Fig. 11/12)
At the same time – and the text by the neurophysiologist Wolf Singer (2014) 
in  seems to suggest that – the random data bits of  could be 
viewed as a commentary on the activities of our brain. As Singer (2014) points 
out, in order to come to probable solutions, the brain as a highly complex and 
self-referential system has to compare all incoming sensory data with already in-
seem to draw the attention to the constructivist nature of the perceptual process. 





The random visuals presented there appear like raw data with their neurobiologi-
cal processing still pending. There is also a sense of failure. With these scraps of 
visual input a successful completion of the process may not be possible, the neu-
surrogate of the panorama, the new scopic regime of early industrialization with 
its political and social implications could be tested, internalized, and trained. Jules 
Spinatsch´s project may provide the same training for his contemporaries. He famil-
iarizes them with a type of all-seeing that largely happens independently of the human 
eye. This can be legitimately called a panoramic project of unknown dimensions. 
 makes a type of machine-seeing tangible that usually happens be-
-
ferent from the ones we issue. By revealing the visual register of network cameras, 
Spinatsch provides us with an impression of how these images feel, function, and 
which impact they may have on the depiction of people and their social reali-
ties. On the other hand, Spinatsch makes his viewers aware of a type of aesthet-
ics that has become an indispensable part of the pictorial language of our time. 
Surveillance camera aesthetic has been widely appropriated by, for instance, 
-
peal and anarchic qualities of these images and try to emulate or fake what de-
and as the constructivist charm of the Opera Ball images suggest, the view-
-
less in its production while being immune to connoisseurship and expertise.
There is also a nostalgic aspect to this idea of training network cameras on an 
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over any other form of evidence and the splendid arena of the Vienna Opera as one 
of the bastions of a collective, real-time celebration of sight and societal visibility 
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Russian artist expresses an imperative, especially as the phrase is followed by an ex-
-
viding a visual narrative of his youth in Florida, will feature as the American 
-
ent context and cultural environment, one in the US, the other in Russia, they 
share a comparable spirit and atmosphere and show their youthful protagonists 
in the pursuit of digressive and at times even repulsive pleasures. For Dick Heb-
-
Methodologically speaking, the question will be how to approach the pleasure 
sensed in these photographs of young people and their unorthodox life-styles. 
to bring out the subversive potential of these youthful attempts to get lost in plea-
will closely tie it to the reception process. The enjoyment attested to others will 
transference process in a psychoanalytical sense. Following the ideas developed 
-
Lost in Pleasure
Mad Joy in Images of Youth Culture
Imaginary Spaces Lending Themselves to Projections of All Sorts
-
ed mock attempt to provide the viewer of his book with some spatial coordinates 
of where the whole action takes place. On the second double page, an easily over-
-
cates the narrator´s hometown as Loxahatchee in South Florida, the topography 
(p. 14). The corresponding South Florida photographs accompanying the narrative 
do not help much to create a distinct idea of the setting. The photographer seems 
by nature, close-up views which cannot be easily contextualized. As a result of 
projections of all sorts. The protagonists of the novel seem to be placed in a vague-
ly outlined and almost imaginary spatial setting where they pursue their strange 
rituals, segregated from the rest of the world, on a planet of their own. (Fig. 1) 
Russia. Although the photos seem to work in a documentary tradition, the pho-
tographer refrains from specifying the particular area where the images were taken. 
young people gather in a dilapidated, mysterious building, which seems to be of-
fered as the potential site for the transgressions subsequently shown in the book. 
With this dark, mysterious building reminiscent of the famous house on the hill in 
-
-











What Happiness Looks Like
are engaged in all kinds of pleasurable actions: eating, smoking, drinking, fool-
ing around, having sex. There are obviously no restrictions in terms of sexuality. 
the solitary and charged act practiced in privacy and in designated zones. There 
are no recognizable social rules in terms of what is forbidden or accepted in the 
group, but the scope of the acceptable is far reaching. Samolet, the chronicler of 
the daring behavior of these young people with whom he became friends, be-
stows everything with equal importance. Violent actions co-exist with endeav-
ors of utmost banality. The camera is present at the most intimate moments, 
but there is no sense of indignation, guilt, or shame. Their days seem to lack a 
had their summer break when he took the photos)  The care-free atmosphere 
conveyed by the photographs is also due to the fact that a sense of property 
Kwiatkowski´s youth enjoy comparable pleasures, but seem to be more alert to 
-
gressive behavior looks experimental and playful. They perform for the cam-
pre-existing poses and there seems to be an awareness of how easily their 
own forms of rebellious pleasure can be appropriated by mainstream culture. 
Getting Rid of Oneself  
“The Loose Footing I Had in this World Paled”
Robert Pfaller (2002) talks about the relief and pleasure of self-absorption. This 
often unnoticed mental escape can be one of the most agreeable things and en-
sure enormous pleasure. According to Pfaller (2002), there is a deep-seated need 
to recover from the demands any identity construct imposes on us and to be, at 
least temporarily, relieved from the self. While presenting a numb façade to the 
others and fooling them with one´s physical presence, one can escape into fanta-
sies or even a state of total mindlessness. Pfaller (2002) compares this type of exis-
tence to feigning death. The others believe that you are alive and accessible, but 
programs on TV. We watch these programs and make the others think that we 
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age of themselves while they maintain their visibility for the others who seem to 
young men in a kitchen. There is food in front of them and there are forks to 
(2002) understanding, they would be perfectly legitimized as diners, while, in fact, 
they left the table unexcused.  As Pfaller (2002) points out, one should not dis-
turb or call on people in this state of self-oblivion because they are comparable to 
sleepwalkers, and every interaction with them may painfully remind them that 
(2002) also addresses the socio-political implications of this phenomenon. His 
point is that this mechanism of self- absorption as a temporary recuperation phase 
can also restore individuals to their full work power and make them even more 
-
-
ing a leave from the world of normality and its standardized norms. This is con-
veyed by the images as much as by Kwiatkowski´s narrative, which focuses on 
this aspect a lot. Right at the beginning of the novel, Florida is characterized as a 
-
become inaccessible to the others. One of the author´s schoolmates, nick-named 
Cobain, practices this kind of withdrawal on a regular basis. He escapes via his 
walkie-talkie. Whenever the bullying and the humiliations of the others become 
onerous, he escapes to a world of ambience noise and random recordings of sonar 
Most of the time, though, the escape road is drugs, like the ones fabricated by 
 
-
consciousness and the corresponding subject status are no blessings. The process 
Lost in Pleasure 103
of becoming human will be irreversible, and your upgrading will be permanent. 
smoking, smoke covering and clouding his forehead. The buckets of paint in 
the background give additional weight and some deep and solid gravity to his 
 
metal planks of a roof, strangely in line with the train wagons parked in a deso-
late train station. The juxtaposed close-up of a young man looking, one of his 
eyes disturbingly red, and subjecting her to the power of his gaze, additionally 
contributes to turning her into an object. One more example would be the im-
age of a man peacefully outstretched in a puddle of water with an air of unearth-
ly abstraction about him. He seems to have shed his skin in this shallow water 
while roaming elsewhere. As one of the photos suggests, at times, only a bucket 
Blurred Versus Hyper-Real Vision
waiting for abstract fumes of colors to turn solid, for shapes to rearrange themselves 
Kwiatkowski´s book are in focus. The camera seems to have adjusted the distor-
tions caused by drugs and narcotics. But the images follow a type of unfocused and 
negligent aesthetic in the tradition of Nan Goldin, Richard Billingham, or Jürgen 
Teller, to just name a few. The photos present random views and seem to be taken 
carelessly, without any consideration of composition and sanctioned form. One can 
feel the freedom and liberation that come from this care-free aesthetic, which also 
photos from Kwiatkowski´s family album, interspersed with popular culture col-
lages, original photos from the time period the narrative deals with, found ready-
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made images, and photos that were staged and taken 10 years later when the pho-
-
Anything can take on the intensity of such vision: twigs of a tree breaking through 
the darkness like glowing thunder bolts, or illuminated green leaves revealing their 
downsides as visual enigmas. 
-
alism and an intensity that bespeaks the perceptual mind set of the Florida kids. 
Faded consciousness and radical illumination seem to signify the two poles in 
the lives of these young people. Flashing brightness and heightened awareness, 
which pose a challenge to normal vision, are followed by states of mind that bor-
der on oblivion and total escape. This heightened attention can, for instance, 
zoom in on an arrangement as banal as toilet paper and tampons scattered on 
the ground, or concentrate on a car wreck making its appearance in the light. 
-
tion is even stronger. The scenes at the beginning of the book all happen at night. 
The images feature sparsely lit scenarios, forbidden and dangerous actions going 
The book is arranged in corresponding double spreads. At the beginning and end 
of the book, all the photo pages are juxtaposed with seemingly black and blank 
pages. On closer inspection, though, one realizes that the black pages also contain 
visual data and are apparently totally underexposed photographs. When looking 
at them from a particular angle, they release some of their submerged information 
and one recognizes vague structures and forms. This concept gives the whole nar-
rative an additional dimension. The images that are visible or gained visibility in 
the photographic process are especially poignant and precious because they made 
it into the light. All the information provided in Samolet´s book is basically prone 
to some radical kind of censorship. Consequently, the viewer gets the clear feel-
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ing that they are only provided with a glimpse of what is going on in this com-
the narrative seems to stabilize. For a while, the pictures are in no danger of being 
reclaimed by the blackness of photographic misfortune or moralistic disapproval.
“Interpassivity” and Delegated Pleasure
principle. They drift through their lives with apparently no disciplining super-ego 
pursuit of instant satisfaction, while none of these extremes seem to be a source of 
shame. As already said at the beginning of this paper, my overall question concerns 
the reception of these images: Why are these images so appealing and what about 
Vienna 
According to Lacan´s notion of the decentralized subject, feelings and convictions 
This act of externalization requires an agent who then becomes the carrier of the 
-
ages to enjoy via the other. Pfaller (2002) gives the example of the video recorder 
which spares its owner the tedious job of watching all the movies and programs 
he/she always wanted to see. The recorder enjoys in my place and frees me from 
my own desires, or rather the super-ego command to do so. The idea that all 
-
able. This happens by way of self- deception, in a type of magical thinking, as 
that this is nonsense and will not work, but at the same time, there is this unde-
niable experience of relief which resists any rationalization of the phenomenon. 
My point is that, regarding the reception process of these images, the concept 
The question is whether these images of young people in precarious condi-
tions and dilapidated environments justify any talk of an outsourcing of imagi-
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Let me take the example of Samolet´s images of a group of young people in a 
kitchen. They talk, argue, embrace, kiss, serve themselves from the refrigerator, 
but most importantly, co-exist in a room that does not seem to be structured to 
accommodate individual epicenters. They share the available space, the food, 
and collectively fuel the unrestricted energy prevailing in this room. There is a 
to be concerned with distance or control. Moving through this space may lead 
Another telling example would be one of Samolet´s photos of two, probably three 
adults and one child in what looks like a living room. Despite the considerable 
almost blend in with their cluttered and messy environment. Piles of clothes, food 
left-overs, junk, an old, a torn-up sofa, etc., obviously cannot diminish the ease of 
the situation. The fact that the things around them take up most of the space they 
inhabit does not seem to bother them and they indulge in this mass of surrounding 
items. There is no indicator of an attempt to establish order and, by way of doing 
so, increase their self-esteem and sense of command. Such self-assertive measure-
object libido may thrive at the cost of super-ego structures, then these people in the 
and Samolet´s photographs are unappealing and depict scenarios that are some-
point was that the artists´ photographs allow for a kind of delegated pleasure. As 
complicated when it comes to psychic transactions that imply liking and dislik-
ing at the same time. A brief recourse to Lacan sheds light on the deeper roots of 
-
-
symptom is a kind of generative substance at the core of the subject´s existence. 
to defy this experience, but are at the same time drawn to it. The records of the 
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radical attempts of the young to gravitate towards something that has to do with 
deep and self-absorbed pleasure and some inert, denied passivity let us partake in 
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the subject of my analysis, the people in Vienna stumbled on these kinds of messag-
es daily on their way to work, in the newspapers or on billboards viewed from their 
car. For me, the haunting images of the campaigns created a feeling of the incom-
with a sense of disruption and deep-seated irritation. At the same time, the images 
-
tions which are professionally engaged with old age and dying and to concen-
trate on the period between 2002 and 2012. One of the institutions is a hospice 
-
paigns to draw the public´s attention to alternative models of old age and dying. 
Both wanted to initiate a public discourse on what old age and dying in post-
industrial societies could be like. The images appeared not only on billboards, 
as already mentioned, but on rolling boards and in the print media as well. The 
two institutions continually compete for money and available resources, and 
CS Hospiz, 40 per-
cent of the institution´s operating budget comes from private sponsors who, of 
-
the movement strongly depended on the work and engagement of volunteers. 
Today, CS Hospiz is fully institutionalized and has its own building which also 
-
Death Can Wait
Images of Old Age and 
Dying in Austrian Hospice Campaigns
tatives of CS Hospiz emphasize, it is their aim to stay true to the original am-
bition of the founding group and carry on their strong social and societal mis-
sion. They want to play an active role in social politics and the decision- making 
processes involved. Therefore, the campaigns they have been conducting over 
powerful and controversial images of old age and life close to death. 
-
erates homes in various locations throughout Lower Austria. Their residents are 
patients with long-term, chronic, or terminal diseases, mostly old people but 
also young coma patients, etc. As a huge organization that is dedicated to high-
level care and care-intensive treatment, they too rely on money from sponsors.
Both of these institutions worked mostly with Lowe GGK, a nationally and in-
ternationally acclaimed Austrian advertising agency, and in particular with 
Walther Salvenmoser. He developed most of the ideas and designs for the cam-
paigns, but also helped to secure the necessary advertising space, including 
CS Hospiz. Due to the commitment 
of agencies like GGK, CS Hospiz receives publicity worth about one million 
agency´s creative freedom. As Mag. Dirnberger, the marketing person of CS 
Hospiz, admits, this arrangement is not frictionless and has caused a lot of inter-
nal debates. Some relatives of patients who act as models in the campaigns take 
lot of ethical issues have to be taken into account. But in general, their trust in 
prizes and considerable public recognition. Walther Salvenmoser was also the 
mastermind behind most of the  campaigns addressed in this paper. 
The Blunt Language of Social Advertising
-
opinion and behavior in matters of, for instance, drug and alcohol abuse, child abuse, 
meant to stir discussions, create awareness, and eventually change behaviors. There 
has been a lot of debate whether matters of such grave importance should be left 
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awareness campaigns created by some of the ad industry´s most innovative minds. 
The point is that such benevolent advertising, apart from doing a lot of good, can 
bring considerable public acclaim and is ideally suited for winning creative awards. 
conventional advertising on its head – they dealt in brutal honesty, not upbeat fan-
these ads vary from one cultural context to the next, the more successful social-issue 
ads around the world have, according to Berger (2001), one thing in common, 
shock and drama, and, in a lot of cases, confront the viewer with physical matters 
like bruised and battered faces, dying and emaciated bodies, blood and injuries.
Zooming in on Old Faces and Bodies
The Viennese campaigns were comparable to other public service ads in that they 
too did not necessarily want to spare the viewer. Certainly, neither CS Hospiz nor 
both run by a Catholic organization,
the socialist city government of Vienna to promote images of old age and terminally 
ill people in public. But due to their history, the two institutions have a strong social 
agenda – and both have to raise money. So they work with disturbing images and 
test the boundaries of what is acceptable in society. Most disconcerting for us are, of 
course, plain images of bodily decay and the physical aspects of old age. One such 
one is drawn to her cheerful smile, but then realizes the traces of chemo therapy on 
her body. This comes as a shock. There seems to be nothing special about a woman 
-
wrinkles, the specks on his skin, his haggard mouth, the loose skin of his neck, and 
the skull-like outlines of his head. Due to the close-up technique of the photo, all 
in photographs by artists. Richard Avedon´s photos of his father Jacob come to 
mind, or Nicholas Nixon´s renditions of terminally ill patients in hospitals and 
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the hospice images clearly remain within certain limits of the acceptable. Despite 
their directness, they are deeply indebted to a humanist tradition in portraiture, 
meant to promote an empowered and autonomous version of the human being. 
The aged man in the hospice photo is presented as someone who retained his 
qualities as a human subject. His smile is intentional and directed. He is fully en-
gaged in blowing someone a kiss, and seems to be conscious and aware of his 
-
a model of meaningful aging. The resident of the nursing home is depicted as 
deeply withdrawn in his bodily shell. One cannot tell which degree of conscious-
ness dwells in this body that presents a numb and sealed façade to the environ-
comparison, the hospice image provides the viewers with a mitigated version of 
from my own experience how disturbing the campaign photos were and how well 
they functioned in a PR context, they are clearly informed by a particular pictorial 
 
 
The humanist roots of the type of portraiture promoted in the hospice photos be-
-
ing. She is calmly looking at the viewer with the proverbial eyes that have seen a lot. 
The crumpled landscape of her face is animated and powered by spirituality. (Fig. 4) 
old age. The person, probably a woman, seems no longer herself. For lack of a cogni-
wide-eyed, hairy being with signs of panic and fear cannot perform any mirroring 
function. The camera caught her as an alien who has very little in common with the 




a lasting impression on this face. And there are also subversive traits which hint 
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landscape of these old faces, we are supposed to know which events deserve to 
be read back into the faces of aged people and to construct a meaningful facial 
cartography. Nixon´s photographs, in turn, seem to be random records of wrin-
Close-Up Views as a Powerful Pictorial Strategy
When it comes to depicting the reality at nursing homes and hospices, there seems 
This highly standardized version can be found in many brochures and promotional 
materials of institutions like CS Hospiz or . The images emphasize 
this obviously close relationship, one party needs help and care while the other most 
willingly provides what is needed and seems to derive pleasure from this engage-
CS Hospiz and do not argue along these lines in 
their public campaigns. 
circulated by the 
are close-ups. They are used in various versions framed by various text messages.
on a particular meaning. By confronting the public with these blown-up, frame-
understands it. For him, any ethical relationship is grounded in this face-to-face 
confronted with an ultimate, inaccessible otherness that will always withdraw from 
me. We may share a particular language, temporality, and subject status, but, ulti-
mately, the other is out of reach for me. His/her defenseless eyes make me hold my 
invasive gaze and by pulling back, in a kind of contraction, self-awareness, and an 
understanding of my limitations and boundaries are created. At the same time, any 
experience through which human beings are confronted with the heteronomy of 
existence, and ultimately have to acknowledge their inadequacy and vulnerability. 
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But coming back to the campaigns: From Levinas´ perspective, the close-ups of old 
faces mainly introduced by the allow for a reenactment of this orig-
inal experience of otherness that disrupts any certainty and challenges the viewer as 
an ethical being. Due to the close-up technique of these photos, one is overwhelmed 
and instantly drawn into a relationship that triggers pre-lingual bonds and rede-
a type of respect that has very little to do with the common attempts to picture the 
old person as the receiver of professional care and personal kindness. Presenting the 
patient as an object of help and good will would mean to automatically reinforce 
the kind of subject – object hierarchy questioned by the humanist philosopher. 
  
The Old Person and His / Her Youthful Other
passing of time and the scourge of aging. How to address these issues in a PR 
a heightened awareness of this heart-rending issue will eventually create solidarity 
and result in support for the institutions. Consequently, several of the -
cy campaigns deal with the irreducible gap between the former youthful and now 
old self of their patients. The corresponding images introduce their protagonists as 
which seems to guarantee them a certain bonus factor in a society that is obsessed 
with youthfulness. The fact that they all started out fresh, proper, and handsome 
like to present some of the campaigns which approach the topic in variations. 
, a close-up of a current view 
of an old face is juxtaposed with a photo of the person when she was young. The 
snap-shot quality of the current image stands in strong contrast to the framed, 
staged, and well-composed old photo presenting an authorized version of the 
former self. The eye wanders between the two photos trying to gain orientation 
by pinpointing some of the similarities. The task set in this physiognomic puzzle 
-
ents her former self yet untouched by the signs of aging. The close-up of the old 
face creates a feeling of unmediated presence, whereas the small framed photo-
graph seems to have emerged from the past as a single, precious, charged item. 
The accompanying two sentences further support the antagonistic structure be-
-
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an even more radical, plain, and unsentimental version of the above-mentioned 
concept. An old photograph of a man is presented in front of a wooden back-
ground which blocks the sight, allows for no perspective, and has something 
highly factual about it. As text and image do not correspond, there is no possi-
of the handwritten note and its shaky appearance that evokes an aged version of 
the person shown in the photo. Or is it the person´s imaginary voice, verbaliz-
proof is missing, but we all know what time and life do to faces and bodies. He is 
still alive, but it does not say how old he was when the photo was taken. He was 
in his best years then and that is apparently no more the case now, which is sad 
A comparable strategy is deployed in a 
is about two representations of one person in the same picture frame. The im-
age features two cropped versions of the same person. The person on the right 
is set back in space and is therefore smaller in size. The accompanying text 
-
-
of alternatives. On the other hand, the image plays with the mechanisms of per-
Images of Desire and Fun 
Against the Bleakness of Old Age   
Another main strategy of these campaigns seems to aim at a revision of old age as a 
sad, unpleasant, and austere phase of life. This makes sense in light of the overall goal 
of the two institutions to question preconceptions and stereotypes of old age and 
to work against its stigmatization in society. The still life arrangement presented in 
a CS Hospiz
arrangement of a Campari and candles on a tray, the little red bottle stands out and 
for a Campari because he/she felt that this could provide comfort or delight. (Fig. 10)
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 campaign of Spring 2004, old people 
the times of his wild rides are long gone. He seems strangely removed from the 
vehicle. The man has tucked a helmet under his arm and is obviously dressed to 
perform as a biker, but there is no indication of action. He is just glancing at the 
camera, somehow hoping for approval as a biker. The Kawasaki seems to have 
a leather jacket, but all this attention to details cannot deny the fact that there is a 
tremendous and unbridgeable gap between him and his former passion. (Fig. 11)
Classical advertising strategies do not allow for such gaps and the sadness that re-
sides in them, but would rather go for the story of the aged biker who preserved his 
PR person of the 
the concepts and motifs of their campaigns emulated by commercial advertising, 
an Austrian insurance company seems to have appropriated the motif of the biker. 
helmet, goggles, gloves, and a sporty red jacket. There is more of everything: more 
power, more dynamics, more denial of the restrictions of old age, and, of course, 
fun possible. The message is that with the right choice of a retirement savings plan, 
and exciting than the other more static picture, but it lacks the moving quality 
of the latter. Both charity institutions have, so far, recruited their models mostly 
Kawasaki man may have maintained an imaginary connection with his machine, 
but his active time is irretrievably over. One can feel the inadequacy and lack at the 
heart of this identity construct, which is not covered up by false promises. (Fig. 12)
Another interesting example of promoting a positive image of old age and at 
 The image is cropped and snap shot like. 
The protagonists are nicely dressed, as for a ball or a party. She has a nice orchid 
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is teasing him with is dated and does not really explain the fun they are obviously 
having. They are fully absorbed in their action, but the hand written inscriptions 
superimposed on their bodies seem to identify the potential trouble makers that 
for the time being, thyroid, bladder, prostate, lymph nodes, colon, all collaborate 
-
and vital couples who seem to enjoy a kind of well-being that is a given. Un-
like the CS Hospiz campaign, these ads leave out the subversive inscriptions or a 
kind of accompanying subtext that would add a realistic note to the idea of well-
The question is what to make of the -
 When these images appeared 
-
-
tain their sense of responsibility. What could this freedom be about: to do for-
-
glasses, picked her golden gloves and her fan, and carefully arranged a pink scarf. 
She is back on stage reviving a former version of herself. As Mag. Stipits points 
out, that several of their patients enjoy these kinds of photo sessions a lot and col-
laborate most willingly. They get excited and draw great pleasure from being part 
the community, but soon enough grew tired of her newly achieved glamour and 
withdrew more and more afterwards. (Fig. 14) Another protagonist performs as 
-
sense, blown right in the face of the camera. Like all the other models from the 
seems to contextualize the tame joys of the models in a bygone framework. And 
there is the man with the pinwheels in motion. Will the pinwheels let him forget 
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disconcerting dot can be found above the man´s left eye. No one took the pains 
to retouch this marker of mortality. He looks into the camera in a skeptical way 
-
ering the fact that the man is no professional model, he plays his part reasonably 
-
dict any conception of a stale and mournful last phase of life, and question moraliz-
ing and restrictive notions of dignity, maturity, and the so-called wisdom of old age. 
On the other hand, this choreography of fun seems to say more about the director 
of this show and certain conceptions prevailing in our society than about those de-
-
ing these requisites of fun which the patients seem to hold in front of themselves as 
promotes seems to be mostly about dressing up, performing, masquerading, and 
pretending to be unburdened and unconcerned. The question is whether this so-
 completely remodeled its campaigns and current-
ly uses comic-like drawings to promote its message. CS Hospiz has refrained more 
encountering the photographs of hospice residents in public space seems to be over. 
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LHC, the book on the construction and set-up of the Large Hadron Collider 
at 
beginning promoted with powerful visual metaphors and bombastic rhetoric. The 
visual urgency of these motifs left no doubt that this was a photographic project 
operating at the borderline of what can be shown. How could the processes in 
The main challenge obviously existed in developing a visual language that would 
make it possible to illustrate these operations, most of which are immaterial and 
transcend our human powers of imagination. The photos in the LHC volume 
were taken by Peter Ginter, a renowned photographer who works for journals 
such as Geo and and who has, in recent years, made a name 
biotechnology and plasma physics. The pictures assembled in the LHC publication 
Hadron Collider at 
simulate a scenario comparable to the situation immediately after the Big Bang.
response to the challenges faced at 
of these images. The question is how to align these light-enhanced pictures with 
couple of standard models of picturing high tech institutions and the activities taking 
place there have crystallised. These photos, which are included in the annual reports 
and information brochures of the respective institutions, show an elevated caste of 
scientists pursuing their jobs in an environment that is bathed in a type of radiant 
lighting owed to digital post-production. The spirit prevailing in some of Ginter´s 
LHC photographs can be best described as awe. Rolf-Dieter Heuer (2011), ’s 
“The Beast” 
On the Photographic Staging of the Large Hadron Collider 
at the Nuclear Research Center in Geneva
photos are jubilant, solemn, and work with an almost religious pictorial rhetoric. 
The protagonists in these photos of a digitally generated afterglow become astral 
beings and part of an illuminated world that seems to be conducive to mental clarity 
and allows for a type of knowledge production that is without failure. They seem 
to be far removed from a more mundane working environment and apparently act 
in line with a mission that is legitimized by the strong and all-encompassing light. 
 crew becomes enlightened in the real sense of the 
word .The supernatural lighting turns the formulas on the board into the proverbial 
Glossy Surfaces
 becomes an environment of glossy surfaces. 
Metal components, tubes, copper wires, the crystals of the CMS subdetectors, the 
 all shine. A reference to the French Abbot Suger 
metal could result in experiencing levitation and transport the believers to higher 
of its own, […] which transcends its indexical function of being an expression 
surroundings appear anamorphotically distorted and develop a life of their own. A 
on shiny surfaces are extremely dependent on the position and angle of the 
a kind of blinding and the dissolution of the active gaze. From this dissolution of 
At Face Value & Beyond. Photographic Constructions of Reality138
“The Beast” 
1




At Face Value & Beyond. Photographic Constructions of Reality
2




Computer Enhanced Documentary Photography
However, in reality everything is actually much more banal, and shiny technology 
in contemporary photographs has nothing to do with allusions to a transcendental 
reality. The animating forces at play are a matter of selecting the appropriate post-
transformed them into large-format C prints. However, if one looks at these 
industrial paint, it becomes apparent how far these objects are removed from their 
which were originally photographed for the company’s sales catalogue, become 
into immaculate, hard, shiny objects of a consumer world whose longings they 
desire and become simulacra of themselves. As Wolf (2004) continues to elaborate, 
and decontextualisation which is inherent in any photographic act. The ongoing 
iconization and virtualization of our world have led to a dispensability of the 
may hardly recognize their immediate working environment in the LHC photos 
should therefore come as no surprise. Ginter´s reportage photography actually 
creates a digitally processed variant of their familiar reality that follows its own 
logic of representation and can only partly be judged on its documentary claims.
On the Staging of the Man-Technology Relationship
the beginning of the LHC book, a worker appears inserted into the skeleton of 
the LHC 
of a framing device for the tiny human. Throughout the entire book, numerous 
variations on this motif of the individual who occupies the centre of action and 
are simulated. Many of the photos develop such force because the actual shape 
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of the LHC makes it possible to play with the metaphor of the centre and the 
desires connected with it. These alluring circular forms appear to breathe new life 
One of the pictures that most emphatically spotlights human brain power, 
This particular motif was also heavily used to advertise the LHC
concentrated in his person. The position of his hands takes up the symbolism of the 
through him at head level, emphasizes his claim to mental power. On the one hand, 
absolutely nothing redundant about him, invested with the orders of spirituality 
this scenario, and suggests that it would just take the monk a gesture to withdraw 
the machine or subject it to his will. This master/priest/scientist is in control of 
work and his revised version of individuality and personal mastery in view of 
processed photos, the individual gets totally assimilated in the structures of a partly 
technological, partly economic sublime that exceeds the power of comprehension. 
Humans appear to have shrunk in these vast scenarios of proliferation and 
multiplication and are no longer assigned privileged positions. At the same time, 
these protagonists seem to lack any desire to stand out as single persons or distinguish 
 
in an environment deemed to relativize human power, but that does not show in 
journalistic tradition that can be traced back to the human interest photography 
of the Second World War and reintroduced as a carrier of hope and dignity. As a 
photographer who is indebted to this tradition, Ginter has to picture the  
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propagated the concept of a decentralised subjectivity that also included the object 
Guattari called it – is mainly formed in machinic structures such as social, technical, 
possess their own power of enunciation.Several of Peter Ginter´s images bestow the 
this connection, his LHC photograph showing the arrival of a focussing magnet, 
to be a celebration of the spectacular arrival of a machine invested with Guattarian 
personnel are only bystanders at this event. The person on the left of the picture 
seems to demonstrate the appropriate mode of reception and bears an iconographic 
mere astonishment and wonder. The arrival of the focussing magnet is presented 
as an explicit act to enliven the grey-blue façade and enhance the dynamic forces 
driving the institution. This is even more interesting as in Guattari´s understanding 
a machinic organism like  is a dynamic entity that, in either case, produces 
its own subjectivity. As the machinery pulls in with such force, one cannot but 
read the sign on the focussing magnet as and 
Final Comment
Peter Ginter’s digital post-production can be interpreted as a way of retroactively 
would like to present a quasi non-animated view of the  detector that 
featured in the newspaper Die Zeit
sophisticated and skillfully deceptive photographic post-processing cannot simply 
be attributed to the age-old frustration about the limitations of the photographic 
medium. Photographers such as Ginter upgrade these records of the factual 
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and attempt to invest them with an additional dimension meant to increase 
photographic medium beyond its limits or is he more of an animator in the service 
of a media society that demands stronger and stronger visual stimuli. Or is he 
LHC 
publication follow this sensationalist form of aesthetic. Some of the scenes are 
reminiscent of everyday work situations, and appear comparatively sober, while 
some even display a sense of ironic distance to the monumental approach of this 
promote the  endeavour. By providing the fundamental research being 
carried out in Geneva with an almost mythical frame and investing it with religious 
overtones, the processes taking place there become emphatically removed from 
the sphere of mundane productivity and the various interests involved. When 
looking at these charged images, no one would question the legitimacy of the 
included in the LHC volume suggest that the institution itself promotes its cause 
with a comparable rhetoric and also draws on the persuasive power of light.
 
and reprinted courtesy of the journal editors.  
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Austrian news magazine 
World of George W. Bush. From Alcoholic to US President: How does the 
 At that time, the opinion of the Austrian readers did matter 
clues concerning Bush´s potential image in Austria, but the following analysis 
will concentrate on the visual presentation of Bush on this  cover. (Fig. 1) 
 
A close-up of his face was basically crammed into the upper part of the page while 
the headline accompanying the image was given ample space. His forehead was 
Bush appeared severely restricted and was clearly denied the necessary room to fully 
center. The photo was obviously taken in a moment of careless control over his 
facial features. Consequently, Bush looked skeptical and clueless. His appearance 
psychological studies, exaggerated facial expressions were considered an indicator of 
insanity. At that time, individuals whose facial expressions failed to match behavior 
were viewed as a threat to the concept of autonomous subjecthood. Along with the 
psychological impressions of President Bush also came a mass of physiological data. 
The close-up revealed a badly shaved presidential chin, hair growing out of his 
nose, a downward pointed mouth. There were pores and wrinkles, and due to the 
uneven lighting, the right half of the face seemed more advanced in terms of aging, 
to convey a particular message. The corresponding visuals are supposed to support 
the main arguments of the journalistic text and to illustrate the points made there. 
Denigrative Views
On the Deconstruction of Visages in Print Media
 
referred to a kind of psychogram of the president created by Justin A. Frank, an 
- Frank elaborated on his tele-diagnosis of Bush and contemplated the particular 
defaults and handicaps of his potential patient. As the  article mentioned, his 
patient and Regine Hendrich´s deranged close-up of the president´s face on 
the cover of the magazine formed a perfect match in a journalistic discourse. 
Excessive Media Discourse 
views but will, instead, have a closer look at the destructive energies at play in these 
dismantling processes. My point is that unfavorable close-ups of the sort described 
above should not just be taken as expressions of criticism and polemics, but could 
be viewed as acts of excess by which journalism celebrates the destruction of its 
 abundance of 
cosmic energy circulating on our planet. These systems assimilate energy and turn 
it into production, growth, or the expansion of existing structures. Yet, the capacity 
of a system to bind energy and use it productively is limited. At a certain point, 
energy as a limitless resource that exceeds any possible economical context regains 
its anarchic, unbound status and creates waste, loss, and destruction. The exuberant 
energy which can no longer be held at bay by the system eventually subverts it and 
an orgiastic, liberating type of force is released. My thesis is that in the case of these 
the abject. The same energy or concern that went into the making of publicly 
cathartic seems to manifest itself in the attempt to distort what was brought into form 
before. Distance is replaced by radical closeness and the logic and laws of reception 
frees itself from the restrictions of its own pictorial standards and conventions. 




Photograph: Brooks Kraft / Corbis, Regine Hendrich
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Constructing Iconic Faces
inscribe certain views of prominent individuals in the consciousness of the public. 
That requires a repetitive act of presenting certain images over and over again 
the recognition of famous faces
Psychology at the  proves especially insightful. Carbon basically 
test persons involved were assigned the task of identifying these images. As it turned 
out, the processing of famous faces was quite impressive when the test subjects were 
confronted with well-known versions of a famous face. A good example of such 
Guevara. When the test persons were confronted with unfamiliar, less promoted 
of Che with an altered hair style, of Cindy Crawford without her beauty spot, or of 
the pope without his pileolus, posed problems for the persons asked to identify them.
processing of famous faces might depend on icons imbued in society but not the 
in terms of face processing, we are in fact only good at icon processing, which is 
by etching particular versions of a prominent face into the viewer´s memory. This 
conditioning of the viewer happens in the form of visual bombardment and an 
excessive distribution of branded images. At the same time, this dissemination 
are prone to breaking at any time. The available energy accumulates and builds up 
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to a certain point and, when reaching a level of saturation, either gets lost or turns 
into unbound and destructive forces. With really well introduced views of famous 
protagonists, the insults of these merciless dismantling acts are obviously felt the most.
 
The Formless, the Waste, and the Abject of the Media System
undermines processes of giving form and meaning. Another example of such a 
denigrating representation would be Alfred Gusenbauer´s image featured on a 
cover of  shortly after he was nominated the Austrian chancellor in January 
and referred to the fact that the 
Austrian Socialist politician had agreed to severe revisions of the original promises 
made during the election phase in order to ensure his chancellorship through an 
agreement with the conservative party. On the title page, Gusenbauer looked 
foolishly happy. His face, which protruded from a uniform black background, was 
reminiscent of a shallow disk, severed from the rest of his body. As his polemically 
unable to contain and to communicate solidity. Monumental in form, but highly 
not suitable to promote him as a guarantor of reliability. For Thomas Macho 
view, these severed faces with no reference to a body are particularly prone to 
scattered light, which sometimes takes the form of abrupt highlights on bits of 
psychological consequences for the beholder of such images. How do viewers 
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distorted close-ups, an assault against the positive and pleasant form is launched 
and a surplus of destructive and image-eroding energy makes itself felt. As Rosalind 
morphology, and cognitive unity has always been a construct. What appears 
well-centered, in turn, centers the beholder, the so called well-built stabilizes its 
onlooker, and what we perceive as a whole allows the viewer to become complete. 
 
 
not just on a surface level of perception but also on a more precarious level of 
cognitive balance. Of course, these negative variations of actually positively 
connoted pictures create fear, rejection, and aggression on the part of the viewer, 
hostility and aversion to certain people. However, from the perspective of Bataille 
might have on their framework of normality. To gain a new distance from role 
explain the laughter of people as a possible reaction to such unfavorable images. 
The Digital Making of the “Informe”
presented a Jean-Baptiste Mondino picture of the American actor George 
looked like a rash. The dirt particles were reminiscent of an infection that 
slowly eroded the perfect façade. Uncontrollable organisms seemed to grow 
on Mr. Clooney. They invaded his facial territory and bit into the smooth 
façade. Their expansion and exuberant growth were especially disconcerting 
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stands for a prim look, perfect hairstyle, and elegant clothing. On the 
 cover the womanizer´s normally perfectly combed hair was messy, 
As an outcome of this random lighting, the outlines of the upper left part of his 
by Jacques Lacan. Clooney seemed to be unexpectedly captured by an agent of 
visibility that provides random visual renditions of people and denies control over 
was not enough that the star was splattered with dirt and that his Ralph Lauren 
liberation from the constraints of sublimation. Playing in the dirt, soiling oneself, 
carrying the physical marks of transgression – this was what the image signalled. 
As further research on the photographer revealed  Jean-Baptiste 
from the world of models and stars. For instance, he presented Shalom with a black 
eye, Nadja with her throat slit, and Kristen McMenamy´s body covered with scars. 
Apparently most of the models vetoed the publication of these images. As to the image 
featured on the  cover, George Clooney obviously 
willingly agreed to Mondino´s experiments and lent him his façade for his digital 
transformations. He fearlessly handed himself over to operations that would not 
expression of his eyes indicate, he was fully comfortable with this digital assault that 
cold bloodedly decided to stage something which looked like the old fashioned 
George Clooney can be taken as a critical comment on print media practices. Both, 





energies which lie at the bottom of all the media attempts to generate appealing 
contract of loyalty towards its subjects at any time and subsequently destroy what 
view of a person. Still, there is something highly irrational about the verve with 
which these pictorial assaults, or violations of 
of energy breaks free, which is cathartic. There is more at stake than just polemics. 
prevailing in our society and conceptions of subject hood are cancelled and called 
be easy to achieve – and George Clooney was even able to turn a denigrating 
revision of his well-known persona into another successful media performance.
. Salzburg: Fotohof edition. (www.fotohof.at
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unknown person at the second hand store sponsored by Caritas, a charity organization 
in Vienna. He bought the collection of about 1000 slides and decided to make these 
of the unknown woman who appeared in many of the photos and displayed this 
installation in a show at the  in Linz. He gave the 
a space for her imaginary presence where she should be available for assumptions 
about her life. Years after the exhibition, the artist generously left the slide collection 
to me as one of the co-curators of the show. As a kind of property on loan, it sat 
in a box in my working room awaiting further attempts to decipher its riddles. 
information about the persons depicted, it takes time and careful scrutiny to reach 
conclusions about the identity and role of the depicted people and to determine 
paper, follow the same pattern of recording the date and the locations of the various 
images. The captions were obviously written by one person, namely Alfred, an 
The largest portion of the collection, and in particular the photos taken 
, as she is called For about 
a decade, she acts as his partner and travel mate and then again disappears 
 The photographs from this period reveal the 
fascinating universe of a couple that enjoyed travelling and took pains to leave 
records of their moderate touristic ambition to posterity. They did not venture 
out too far, and kept the radius of their touristic explorations manageable. 
The White Handbag
Photography and Ownership
her when she travelled. She had it, for instance, with her on their trips to Rovinj 
 
(Fig. 1) The bag features prominently in the photographs and becomes a strange 
by her side and sits next to her, respectfully placed like an alter ego. The bag is 
foreign reality suitable for the moderate appetite of a middle aged female traveller 
perceptions and become both the stomach and the mind. The ladylike accessory 
can be taken as an indicator of a well-contained receptiveness. No doubt, she 
All the travel images of that period seem to follow a particular photographic mode. 
montage technique.  She primarily stands in the foreground - upright, stable, reliable 
declared aim of introducing a parameter of scale into the unfamiliar surroundings.
into the Croatian environment like the poplar shown in the background. (Fig. 4) 
as a team. They mutually pose for each other and seem to adhere to a common staging 
and demands attention from the camera. Their photographer/model relationship 
is monogamous. They remain fully concentrated on each other and celebrate 
their mutual dependency. Consequently the one behind the camera would never 
tolerate a libidinal involvement of his/her model with the reality depicted. The non-
negotiable standardization of their photographic recording results in an aesthetic 
stalemate of these images. Staying true to each other and to their documentary 
Photography and Ownership 
Many of the photographs in Mr. Alfred´s slide collection show personal belongings 
which are proudly presented to the viewer. My point is that the pictorial codes 
of these images strongly resemble those of the views of the foreign countries 
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importance. Someone, probably the owner himself, opened the door of the bar 
to introduce a view of its impressive contents. Bottles of Cinzano, Bols, and Stock 
light mechanism that is activated the moment the door is opened. There are 
in perfect formation. The mirror in the back enhances the illusion of depth and 
decanter hints at instant and spontaneous consumption. The carefully taken 
photograph presents a middle class sanctuary of potential temptations. While the 
impressive parade of bottles speaks of alcoholic excesses, the frontal view and rigid 
order of the setting suggests that this would not be appropriate. To reach into 
the well ordered space of the bar would result in the destabilization of a perfect 
a motif like the well assorted bar, it becomes especially clear that this zone of 
possible consumption is essentially meant for contemplation and documentation. 
Pleasure is presented as an option but what is actually celebrated is abstinence. 
With post-war house bars of this sort there is too much light, glass and 
Mr. Alfred´s proudly presented personal items are mostly for display. The 
Milva cassette is not depicted as a music producing device but as an object of 
takes the role of a pedestal, no traces of use spoil the image. The intended musical 
portrait of the singer turns into a photographic portrait, meant for the eyes only. 
And the diva turns to Mr. Alfred, her photographer, acknowledging his sense of 
Tourist Photography 
much from his demonstration of ownership of a Milva cassette or a well-stocked 
house bar. The foreign reality is presented within reach but is left untouched. 
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and unaccessible. As a mere backdrop for their temporary posing, reality takes on 
the character of a two-dimensional stage set. This type of photography cannot 
be compared with the touristically animated scenarios of today´s travel brochures 
where people are shown in interaction with their surroundings. They splash in 
Rovinj, there is no indication of interaction. From today´s point of view, Ms. 
excitement in her encounter with the carpet display behind her. Although a street 
the market into an adventure zone, or an arena for consumption and fun. Neither 
does she as a tourist force her environment into a happy relationship. There is a 
 
A Tourist in One’s Own World 
true for many of these images. Tourists usually pose in an environment that is not 
their own. Their desire for a change of scene provided them with photographic 
persons in tourist photos sometimes have an air of not-belonging about them. 
While the camera should attest to their almost limitless capability to adapt to 
certain stations of their journey through life. Details of clothing stand out, as for 
while their bodies increasingly show signs of aging. For their photo shooting, 
they draw the curtains of their amateur studio, shut out the world and pose 
there, strangely disconnected and isolated. For the sake of these records, they 
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Photos Without Elfriede 
replaceable, preferably by another female person who stands in an equally central 
position and looks into the camera. There is in fact nothing random about the 
his deputies, delegated to ease the conquest of pictorial space. Marked as the main 
occupying privileged pictorial space they, on the other hand, relegate the depicted 
reality to the back and thereby establish and guarantee distance from it. Mr. Alfred´s 
muses lure in and at the same time protect him from too much closeness. These 
observations tie in with investigations about the gendered nature and libidinal 
viewers has always been to feel the allure of this potentially unlimited pictorial space 
opening up in front of them and at the same time be safe from its libidinal pull. 
most radical move, he empties his photographs of people. With no one looking back 
at him, the photographed reality becomes mute and unaware of its appeal. (Fig.11)
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